Formation of Ancient Chinese "Wen" Scope 10 as subject, analyzed and discussed comprehensively on the concept of "Wen" from ancient to modern China. In addition, Alexeyev attributed Liu Xie's Dragon-Carving and the Literary Mind to "field of artistic creation", thinking it is absolutely beautiful with the rhythm of narrative characteristics", "complete and prosodic structure", which all exist in both "paper" and "theory".
11
Study on the art of Dragon-Carving and the Literary Mind , although there is none such kind of work on the aspect coming into being till now, will be the talking stock of interested scholars worldwide. In 1950s, at the beginning of the establishment of PRC, Chinese literature research in Russia once climaxed due to the honeymoon relation of China and Russia, and Dragon-Carving and the Literary Mind naturally under Russian Sinologists' attention. On 1959, academician of Academy of Sciences of the USSR, the famous Orientalist Nicola Josefowicz Conrad （Николай ИосифовичКонрад，1891~1970） wrote an article "A Brief Discussion on the History of Chinese Literature" for the book "Anthology of Chinese Literature: Ancient, Medieval and New Times" edited by P.M. Mamayev. In this article, broad prospects of "Dragon-Carving and the Literary Mind" research are pointed out. He worte: "in this treatise, extremely diverse and systematic style of views of art and literature is expressed, in terminology; the author studied the problem on the art literature ranging from creative psychology, aesthetic to philosophy." 12 Entries about Liu
Xie and Dragon-Carving and the Literary Mind are listed in large and medium-sized tool books such as
Encyclopedia of Concise and Literature, Bolshaya sovetskaya entsiklopedya and Chinese literature published in1960s in USSR. 13 In 1970, Moscow State University published the textbook Medieval Oriental Literature edited by Professor and sinologist Lyubov Dmitriyevna Pozdeneva（Любовь ДмитриевнаПозднеева，1908~1974）, which has 10 pages on the early Middle Ages China poetry theory, mainly introducing Liu Xie. This book is the earliest work on Dragon-Carving and the Literary Mind, although the analysis and interpretation of Dragon-Carving and the Literary Mind may not be entirely accurate and profound, it has important influence on the spread on Dragon-Carving and the Literary Mind in Soviet Russia due to its authority as a textbook of a national university.
It is necessary to interpose two major academic context faced by Russian Dragon-Carving and the Literary Mind research in mid twentieth century, namely "Taoist materialism" and "western literature typology parallel". Since 1930s, the so-called "new Taoist" appeared in Soviet Union who tried to interpret Chinese Taoism as "progressive and revolutionary". Their reasoning logic is: Confucianism is the ideological weapon of Union, 1974 and 1977 . In the two essays, the author used two important categories of western aesthetics, comedy and tragedy, to explore the understanding of the two categories by ancient Chinese, especially focusing on Liu Xie's theoretical contributions to the two questions. She pointed out that Liu Xie said in the chapter of "Jesting Rhymes and Puzzles": "Both cases involved making fun of the victims' outward appearances as a means of venting inner grievances", which is the same as the Greeks' understanding that ridiculous is ugly. But in addition, it "can be understood that laughter may be effective of relaxing stimulus. She analyzed "in the past, comic rhymes and puzzles, helped to check crises and ease sufferings" in the end of the chapter of "Jesting Rhymes and Puzzles", and pointed out, "'Cleaning' (Очищение) can be seen in the word 'SHI' (author note: Pozydneyeva translated into Снимать, which means extraction). The difference between it and Greek 'catharsis' (author note: Katharsis, Russian translation: Катарсис) is that it's not connecting with the influence of tragedy but also comedy." the Literary Mind, while focusing on some key issues of Liu Xie's aesthetic point of view: the relationship between content and form, the concept of "Feng Gu"(风骨), the artistic beauty of literary works, theory of creation and law of literature development, the principle of criticism, and so on. The following two points are particularly worthy of the attention of Chinese scholars: One is Liu Xie's discussion on the view of the relationship between literary content and form. Krivzov pointed out that on one hand, Liu Xie believed form is decided by the content of works, on the other, "he found that in the relationship with content, the form itself is not passive. It has its own inner strength and influences the content. This effectiveness is expressed by the concept of 'potential', and the thought of 'determining the potential according to genre' is proposed." 26 Krivzov commented, "Although (Liu Xies's) discussion on the 720 relationship between form and content is simple, his view on this perspective is profound and profitable".
27
The other is that Liu Xie proposed the explanation of concept "Feng Gu". "Feng Gu" is a controversial problem in the study on Dragon-Carving and the Literary Mind. The traditional understanding classifies the "wind" and "bone" to the content or form of a work, such as "wind is the meaning, bone is the rhetoric", or "wind is the emotion, bone the meaning" and so on. Krivzov considered, the two categories of "Feng" and "Gu" both contain the requirements for the content and form of the works, but each has a particular focus. He pointed out: "the concept of 'Feng' is associated with 'Qi', a very famous concept in Chinese philosophy and aesthetics…. 'Feng' is the embodiment of the moving 'Qi' in art". 28 He said, "Liu Xie's view is based on the the ebullience theory of creation…. But the emotional world and the rational world are inseparable, so the 'FENG' also contains the ideological direction of literary works." Meanwhile, "the expression of thought and emotion is also helped by the language that changes according to the emotion expressed. Thus, the concept of language and its temperament are also included in 'Feng'". 29 For "Gu", Krivzov considered, "The word 'Gu' means bone. For literary works, the 'Gu' is interpreted by Liu Xie as 'force', which is the enrichment of language and content in certain perspective according to a certain point of view." He said, "'Gu' and 'Feng' are the same, which mean the content and its expressing tool -language, but not from the viewpoint of liveliness and flexibility, but from the power, accuracy and uniformity of expression." 30 We believe that Krivzov's interpretation is inspiring or even breakthrough for the long-lasting debate of "Feng Gu" in the study of pointing out the ontological root of Liu Xie's "Wen" and "literature", thus revealing the aesthetic foundation of Liu Xie's literary view. He wrote: "Liu Xie researched literature by considering it as the embodiment of a sort of 'literary concept', which was inherent by the world from original, and only emerged in the process of its 'self-awareness' during the gradual evolution of the universe later." 31 After introducing Liu Xie's statement of "language originated in Tai Chi (太极), the Great Primal Beginning", Lisevich explained: "That is to say, the origin of the article lies beyond the edge of the real world, which is like the pupa of a beautiful butterfly in the future. According to Liu Xie's point of view, literary ideas have existed in their own cocoons -Tai Chi". 32 Lisevich considered Liu Xie's "Tao" as the combination of Chinese traditional concept and the "law" concept of Buddhism. He pointed out: "Liu Xie started his career of creation in Buddhist temples, and died as a monk.
It cannot be ruled out that in his consciousness, traditional Chinese 'Tao' is also combined with the 'law' concept of Buddhism." 33 He also objected to the fact that some Chinese theorists decided that Liu Xie was a materialist only based on some of his superficial remarks. He didn't think that pointing out the idealistic nature of Liu Xie's theory was to depreciate its historical value. He quoted Lenin's words: "intelligent idealism is closer to intelligent materialism that stupid materialism." 34 Lisevich published some creative and enlightening view for Chinese researchers on Dragon-Carving and the Literary Mind on Liu Xie's problems such as "Shensi, or Imagination" theory, "Feng Gu" theory and the view of the development of literature in his book. 35 In his monograph an important methodological principle of research on Chinese ancient literary theory was proposed, which is to "choose from those categories formed from many centuries and is suitable for China, and used by the authors of the documents being researched", rather than from the westernized categories filtered and translated by western literary theory. He said: "Because all the other attitudes mean that consciousness that we are accustomed to have been set up from start." 36 In order to ensure the accuracy of the concept category of ancient Chinese literary theory research, he even analyzed the original meaning from the "most ancient" primitive shape for "objects" belonging to "the most important", such as "Wen", "De" (德), "Feng", and so on. This principle is still used by young Russian scholars until today. Chinese literary genre theory, but on the other hand he pointed out that "with modern standards, it is difficult to understand Liu Xie's classification principle at last." 42 Li Fuqing successfully refer to traditional interpretation of Chinese scholars, guide people to pay attention to the "style" concept, which is often used by Liu Xie from the "book of history", pointing out that "the 'body' of this term can be understood as very different concepts, the first style, there are some more general concepts......" 43 It can even be used in broader categories, such as literary style, style, form and theme. In the studies of Chinese ancient literary theory by I. S. Lisevich, K. I. Goligina et al in 1970s, the characteristics of the development of ancient literary theory of China was also discussed. I. S. Lisevich pointed out: "Chinese literary concept is not a separate set up, but have unlimited access to them even in all possible choices are general law system in line with the concept of the world." 44 When he analyzed the development path of ancient Chinese literary terms, he saw "the limitations of the evolution of Chinese literary thought". He pointed out: "we should not be ambivalent about the historicity of these terms and the historicity of Chinese literary thoughts as a whole." 45 So he divided into "special function of cultural code marks makes all the cultural tradition without interruption (such as Dao and De -the author note)", "they actually have great inertia and the next level of concepts (such as the author notes, get variation)". At the same time, Lisevich also appealed not to oversimplify this variation, because they were brought in by foreign researchers. They were forced to find their "more or less suitable term" 46 when they analyzed the traditional concept of unification.
Lisevich wrote, "For ancient and Medieval Chinese, Wen is always a literary living tree, which can produce new shoots, but cannot leave their roots." He said, "Chinese consciousness is to grasp its whole and put its meaning in gorgeous patterns. If his vision is merely resting on a flower, this flower is totally equivalent to a part of the tree." For it -Lisevich also pointed out that the China traditional literary theory "set", he wrote: "the old term meaning keeps alive, and new one is preconditioned on the old". Meanwhile, "limits exist in everything between which the transformation means spoliation to the non-existence foundation". 47 In other words, the meaning of the ancient Chinese literature term should be supplemented or replaced, which is not appropriate to the subject, but the term itself holds on some part of the original meaning. Every article of the stylistics in "Dragon-Carving and the Literary Mind" embodies the traits. K. I. Goligina called personal views of the Chinese ancient literary theorists "general opinion". She said: "Maybe because of this, in Chinese Medieval literary thoughts and aesthetics, we seldom find personal system that is consistent with the rules and of a single thinker's clear view, but often the system of schools and even broader philosophical factions."
48 Unlike I. S. Lisevich, she tends to emphasize the dynamic nature of the traditional Chinese philology. She saw its movement mainly in "the unique overcoming of the theme tradition which is established by a new interpretation of famous views. These views were first thought to be unshakable although they were believed to be incorrect by the old interpretation". Goligina believes that the new interpretation established "another kind of environment of logical relationships" around the views of the predecessors. 49 "Citation" or "allusion" is called "another way to inherit tradition". She pointed out that this method has been widely popularized in poetics papers, but they are "changing the formula by suing a substitute from its superposition as an intermediary". 50 That is to say, the so-called personal opinions expounded by ancient Chinese literary theorists are actually the reprint of the opinions from the authoritative scholars in the past, mainly the ancient sages. Even some opinions have been outdated, or believed to be incorrect, people cannot easily overturn them, even to protect all sorts of bend over backwards or resurrect them through their own interpretation, and ultimately achieve the purpose of proving themselves in the name of the ancients. This situation that the authors note themselves by classics often appears in the quotation of ancient sages in 53 In the entry "Liu Xie" of Soviet Encyclopedia, Lisevich believed that "in the unity of emotion and its linguistical expression, Liu Xie emphasized the first place of content above the form." 54 All of the authors of above mentioned History of World Literature pointed out, "his book is all aimed at opposing empty writing decoration, and for 'substantial' literature." 55 According to these researchers' view, Liu Xie's substance is understood as internal (emotional) and external (structural) content, and presented to his works as "spiritual fullness, structural neatness and language expression." 56 They quoted Liu Xie's words to prove his understanding of the importance of the author's personality, which is, "the writer is suited to his own heart" (author's note: "when mind is born, speech appears") 57 . The process of literary creation is set up in litterateurs'
"conveying the spirit and portraying the image with the change of things and phenomena (author's note: portraying the things changing with objects)". 58 Historian Rudolf Vsevolodovich Viatkin (Рудольф Всеволодович Вяткин，1910~1995) has also written After the dissolution of the Soviet Union in 1991, the mainstream of the social ideology has greatly changed. As a frontier of literature and art, the literary theory first appeared obvious "road sign conversion". The openness and diversification of the theory have prompted many innovative works in the study of Sinology. The book "TaiChi": World Mode in Chinese Literature and Culture in 1-13 Century studies the relationship between ancient Chinese mythology, poetry later novels and the religious rituals and astrology in ancient times with the view and methodology of mythological archetype. But in the third section "the concept of world reality and literary theory" of the third chapter of this book, Dragon-Carving and the Literary Mind was deeply researched and discussed. Through the investigation on the prose in 3-6 Centuries, Goligina noticed "some common points in knowledge of reality and art" in literary theory including Dragon-Carving and the Literary Mind, which is in ancient China, "the concept of ontology creates a consistent, universal system connecting everything in the world. The first coordination of this system is artistic and practical activities." And "the work performing the all-inclusive of language art and cosmic connection is Liu Xie's Dragon-Carving and the Literary Mind" 60 . In this book, she translated "Wen" into "combination of symbols", thinking the title of "Dragon-Carving and the Literary Mind" "can be translated literally into 'the heart contained in the combination of symbols carving out the dragon'". "Literary works are 'dragons carved by the heart of words'." 61 Second, Goligina's analysis on the literary concept of Dragon-Carving and the Literary Mind helps us to understand how research on literary form factors became the hotspot of the literary theorists including Liu Xie and his predecessors and descendants, in the condition that metaphysics became the social mainstream trend of thoughts. Because all forms of "patterns" are related to "Tao", and the embodiment of the universal principles,
